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THE EXPERIMENT IN POETRY OF UGO CARREGA 


The relationship between the material component of the sign and its 
dimension of meaning was _ investigated by Ugo Carrega right from the 
beginning of the sixties; he reached the hypothesis, not only of 
synthesis, but of a real symbiosis of the two elements. 


An artistic expression which was executed in the realm of the word, 
necessarily assumes metalinguistic value. If on the one hand 
underlying this operation we find an exquisitely literary movement with 
the inevitable references, expressed in several phases, to the common 
creators of the new avant gardes: from Pound to Eliot to Joyce (but, in 
particular for Carrega, we cannot omit Kafka or Borges from this list); 
they have become paradigmatic "figures" of a whole tradition of 
literature of literature. On the other hand, we are up against the 
necessity of restoring a physical substance to the word and to the 
poetic concept, through the inevitable friction between the mind and the 
hand: and it is in this direction that we can place certain "behaviours" of 
Duchamp (which paradoxically coincide in their programmatic 
differences) and certain "intuitions" of Breton (taken up and 
emphasized by Carrega in the most recent phase of re-discussion and 
analysis of his activity which preceded his exhibition at the Archivio di 
Nuova Scrittura. 


In Carrega's work, the most precise coincidence between the poetic 
specific and the object realized is achieved when the how of the 
exchange operation between universals of language (the word and the 
image), but also between the /yrical and analytical components, is at 
the centre of the work. 


It is just to this division, to the reasons for and the ends of this operative 
methodology that the pages which follow are dedicated. The point of 
view assumed is essentially critical, since it must treat the evolution of a 
poetics whose principal merit is exactly consequentiality and constancy, 
both in the methodologies perfected and in the practice of creation. The 
result is a reconstruction which is certainly not exhaustive, but on the 
contrary deliberately focalized, with involved partiality, on those nodal 
points round which the need for investigation has been noticed with the 
most urgency. 


I. THE WORK OF THE POET 


"| never forget that the activity of the poet (today, more than 
ever) is not only to make poetry but to explain rules and to make 
them known." 

U.C.! 


The relationship between the poet and his work 


In 1965, when he published, in the review "Ana eccetera", the pamphlet 
of "graphic analysis of language" Relationship between the poet and his 
work? , Carrega showed that he already had clear in his mind the 
fundamental lines of research on which to carry out all his poetic-visual 
research. 


The division of the text which is also chronological (the gestation of the 
initial sections even began in 1962) documents the evolving of 


'Meccanica per poesia, preface to Poemi per azione (1958-1967), Lerici, Rome 1969, 
pp.n.n. 

2In "Ana etcetera", Edizioni AE, Genoa, n. 6, 9 February 1965. In contrary to the date 
reported on the cover of the review, Carrega's text, published as an independent 
pamphlet with the title: "Analisi grafica del Linguaggio", also contains some tables 
dated March and April 1965. 


Carrega's research from positions which were still "literary" as far as the 
identification of a language (or a hypothesis for a language) appositely 
created to deal with the new exigencies of a new poetry. The 
progressive integration of typographic elements with graphic elements 
of a different nature (from the placing of the text, to the manual tracing, 
up to the cyclostyling of the last seven sheets, to preserve as far as 
possible the immediacy of the signs) realized an authentic revolution in 
language between the first section Préraport and the concluding sheet 
Del rapporto. 


Between the second half of 1965 and the first months of 1966, in fact, 
Carrega wrote the definitive draught of his theory of a "symbiotic 
writing". The publishing project "Tool" was dedicated to the 
development of this operation: it was a series of six notebooks 
cyclostyled beginning from August 1965.3 


This is the description which Carrega gives of it: "TOOL, notebooks of 
symbiotic writing* (by symbiotic writing is meant all the poetic 
operations which make evident the interaction between verbal and 


3Re-published for Edizioni AE and directed initially by Carrega with Lino Matti and 
Rodolfo Vitone, later also with Vincenzo Accame, Liliana Landi, Rolando Mignani and 
others. 

The same graphic immediacy of the printing technique adopted contains a particular 
meaning: “Cyclostyle meant as a characteristic of "made by hand", so that there 
remains on the printed page a certain impression of organicity, of personal calligraphy, 
of re-evocation of the origin of the idea, of "poetic symbiosis", which are, in writing, 
data typical of the note, the exercise, the idea fixed verbally and in signs." (Anna 
Oberto, Creare un nuovo campione di circolazione, in "Tool", n.1, 1 August 1965, p. ). 
4Thus reads the complete title of the publication, accompanied in the title by the 
schematic graphic representation of the process of fusion of the two elements (poetic 
and visual) and by the dictionary definition: "if grasped, tool, implement, instrument 
which is used to lift, dig, etc." 

Also at the opening of Meccanica per poesia (the quoted "passionate preface" of his 
Poemi per azione, 1958-1967) Carrega insists on the "instrumental" necessity of his 
analysis, returning to the literal definition of the title of the notebooks: "This type of 
work must be useful, that is must be applicable, be an instrument, an implement, a 
tool" (Poemi per azione, 1969). 


graphic signs), has tried to make a particular contribution to poetry by 
indication the necessity (on the part of the operators) of a systematic 
study of the new linguistic instruments which are at the disposal of the 
poet. Uniquely in Italy, TOOL approached the work systematically, with 
a programme always carried out in the possible terms of the indication 
of a research to develop. 


Tool has attempted, that is, to reverse the label experimental poetry 
(very often used as a cover for chaotic and individualistic experiences) 
to make experiments in poetry ".° 


The project, after the first two publications which limit themselves to 
presenting "works to exemplify the question in general terms"®, is 
divided into a real Operative Scheme which, beginning from the 
identification of the six elements which constitute the graphic and verbal 
expression of the space of the page ("1. phonetic element; 2. 
propositional element 3. lettering; 4. sign (graphic); 5. form; 6. colour"), 
proposes a sampler of functional combinations to a renovation of 
writing.” "Thus the SYMBIOTIC WRITING is born (in which every 


5/In conclusione, "TOOL", n.6, 11 November, 1967. 

6(U. Carrega), Tabellonis, in "Tool", n. 2, 12 December 1965, p.(4) 

™It has been noted that they (the six elements) very often have their own semantic 
force (for example, the same word printed in different typefaces acquires a new sense 
every time). We believe we see in this the possibility of using these elements as a 
general meaning of a discourse and as the possibility of intercalating discourse (literal 
and figurative) through the associative/combined use of various elements (obtaining a 
semantic enrichment). The SYMBIOTIC WRITING aims (in its highest realization) at 
the utilization of the highest possible number of elements, a reflection of the will to the 
search for the total expression of the idea." (\bidem). 

The third notebook of "Tool" would thus be dedicated to possible interactions between 
the first three elements: phonetic element ("the sound of the words - (...)the functional 
basis of oral language"), propositional element ("the meaning of the word, of the word 
added to another word in a proposition and so on") and /ettering ("the composition of 
the letters of a word, the writing of a word in a certain way"). In the fourth issue the 
graphic sign would be added as a new element ("conventional" or "invented by the 
operator"); in the fifth, the form (that is, all the "agglomerations of things on a sheet 


element draws from of the others)" beginning from the assumption that 
"every idea has its specific way to be communicated, springing from the 
idea itself".® 


Going beyond the idea of traditional writing (which makes the space of 
the page cramped for Carrega’) is thus fully enacted in the proposal of 
Symbiotic Writing. As Luigi Ballerini has written: "the interactions of 
various elements immediately or astutely linguistic (...) do not only 
testify to the unprecedented values which are determined in the 
administration of the intermediation, bringing together and/or supplying 
different codes and materials, but also and especially to an attempt at 
utopian chiasma which tends to unite construction of concepts and 
formulation of objects in a single experience of writing."'° 


Carrega's project moves in the direction of a writing which is fully 
inserted in the material; this is testified clearly by the artistic practice 
which in large part precedes, then follows or accompanies the 
theoretical line which we have traced. We shall limit ourselves here to 
quoting some of the first experiences realized by Carrega outside the 
dimensions of the page'': the Poemi and the Racconti materici (1963), 


seen as organized nuclei"); in the sixth and last, co/our (understood in its symbolic 
"psychological emotional" value). 

8lbid. 

"It is evident that symbiotic writing does not only concern poetry - even if TOOL only 
treats poetry, at least for now..." (Ibid.). 

10Ballerini continues to emphasize the very particular reading procedure which is made 
necessary by the dual nature of these material-conceptual writings. A reading which 
rejects any linearity and proceeds along two possible routes: "the immediately optical 
one which varies which the varying morphology of the works and is free to dispose 
itself according to the habits of the tastes and psyche of the reader" and that defined 
"ideoptic reading" (lettura ideottica) which springs out from the centre, beneath the 
various drafts and object-morphological observations, starting from the point of 
convergence of the force-vectors of the chiasmus." (Luigi Ballerini, La piramide 
capovolta. Visual and avant-garde writings, Marsilio, Venice, pp. 89-90). 

"For a complete review of these experiences and for their dating, see: U. Carrega, 
Cinquanta modelli d'uso (Originally published as Scrittura Simbiotica e poesia 


a further semantic complication, obtained with object insertions, of 
symbiotic writing'?; the Carte Arronsignite (1963), in which the 
"material" value of the paper is exalted; the Scrtture a tasselli (1963); 
the interaction between the photographic image and the text of the 
Didascalie (1964) and of the Frasi aggiunte (1965); and then the Vetri 
(accumulati / trasparenze / scaglie) and the Saldature (1966); the 
Sbrinciate, the Tele dattiloscritte and the Torte (1967). 


It is thus clear that the necessity expressed by Carrega (in the text 
quoted at the beginning of this text) to "explain rules" should not be 
understood in a dogmatic sense, that is in the direction of a closed 
rhetorical system; Carrega does not want to follow abstract formulae, 
but rather to trace the "descriptive rules" of an operative procedure in 
course. 


As Vittorio Fagone has pointed out, it is not a question of formulating 
norms, but of proposing models, at the same time analytic and 
operative, "intended exactly in their fundamental logical acceptation as 
"structures linked to a given theory"; that is of verifying "starting from 
the essential properties of a distinct series of expressions, (...) whose 
properties must have the structures which realize those expressions."'% 


The central problem is thus a problem of relevance of the expression. A 
problem which does not concern exclusively technique (or techniques), 
but which from the moment of being raised goes beyond the traditional 


materica. Quarantacinque modelli d'uso, cyclostyle, Mercato del Sale, Milano, 1978) in, 
Commentario, Edizioni Morra, Naples, 1985, pp.5-11. 


'2The first pages fully realized in Symbiotic Writing are assigned by Carrega to 1960 
circa. (Ibid, p.16). 

18V, Fagone, Dello Scrivere, dell'immaginare: Ugo Carrega, in "Studio Marconi", nn. 
1/2, Milano, 24 January, 1978; republished in Poesia Visiva 1963-1988. Cinque 
Maestri. Ugo Carrega, Stelvio Maria Martini, Eugenio Miccini, Lamberto Pignotti, 
Sarenco, Cooperativa La Favorita, Illasi (Verona) and Henri Veyrier, Paris, 1988, pp. 
409-413. 


divisions of field, of common use and of discipline: in the process set off 
by Carrega, with a difference compared with the more traditional 
syncretism, "it is really no longer interesting to distinguish one 
manifestation of art from another"'4. 


Poetry and intuition? 


Although we do not propose in these pages to investigate Carrega's 
positions from a strictly philosophical viewpoint - this operation would 
perhaps be over-ambitious because of the declared heterodoxy of the 
author, who through his innate modesty as a non-philosopher, tends in 
his writings to prefer not to make explicit his aesthetic points of 
departure and to place the exposition of even the most complex 
theoretical points in a normal and conversational tone, making them 
mostly on the three lines of the technical relation on his investigation, of 
the book of prescriptions for the diffusion of his experimental models or 
of the divulgation and history of similar experiments. Although he does 
not propose this investigation - we were saying - we cannot think that 
his research, oriented from the beginning towards the redefinition of the 
traditional frontiers of literary and visual expression, has not been 
compared in the aesthetic field, to give only one example of the 
innumerable possibilities, with the interests of Martin Oberto, who with 
his para-philosophical contributions (very distant, one may agree, in 
their parodic and pragmatically disorganized intention) had created the 
preconditions for the entire operation of "Ana Eccetera" and introduced 
those experiences of Analisi grafica del linguaggio, a label under which 
also the first important organic contribution of Carrega had appeared, 
Rapporto fra il poeta e il suo lavoro. 


Also for Carrega, as for almost all artists formed in Italy in the same 
period (and paradoxically it is exactly this generation which around 


14. Carrega, Meccanica per poesia..., Rome, 1969. 


1960 would make clear macroscopically its reaction against a traditional 
conception of ethics), the reference to Croce!®, whether it be positive or 
negative, cannot be renounced. Beyond the debts in his formation 
(which are certainly considerable) it is evidently a critical reference, 
founded on the identification of some coincidences and on the picking 
up individual points directed and employed to support theses which are 
in large part independent; a reference which appears so much more 
meaningful for its very contradictions. 


Art as intuition and the very idea of intuition as a moment of 
indistinction (or, more rightly, as we shall see, of reconciliation) between 
reality and unreality'’are positions which Carrega shows that he 
substantially supports, with a certain consistency; perhaps overturning 
them or short-circuiting them with suggestions derived from the most 
diverse cultural roots, like Zen illumination or the relationship between 
expression, reality and internal reality according to Breton. 


The definition of intuition to which we have referred is however placed 
in a context - that is, the argument that art, if it is understood as 
intuition, cannot in any way be conceptual'” knowledge - which appears 
in many ways irreconcilable with other positions of Carrega. Like, for 
example, with the vocation towards an art which has (also and perhaps 
above all) a cognitive and metadisciplinary value, such as not to be 


15For the importance (and the limits) of the renewed interest in of the historicist line of 
De Sanctis-Croce-Gramsci in Italian post-war culture, see, for the contiguity of the 
setting which we treat here, L. Vetri, Letteratura e Caos. Poetiche della “neo- 
avanguardia" italiana degli anni sessanta, Edizioni del Verri, Mantua 1984, pp. 16 and 
following, as well as the bibliography quoted there. 

'6Compare B. Croce, Breviario di estetica. Quattro lezioni, Laterza, Bari, 1954(12), 
p.20. 

1™With opposing - wrote Croce - the intuitive or sensible conscience to the conceptual 
or intelligible one, aesthetics to noetics, the aim is to vindicate the independence of this 
simplest and most elemenatary form of consciousness, which has been compared to 
the dream (to the dream, not to sleep) of theoretical life, copmared with which 
philosophy would be the waking".(Ibid). 
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clearly distinguishable either from philosophical debate or from critical'® 
reflection. 


If the purest form of conceptual consciousness (that is philosophical 
consciousness) is, according to Croce, characterised exactly because 
of its realistic character, for the fact of considering unreality, at an 
inferior level, "as a subordinate moment of reality itself"; if, for the 
philosopher, as soon as from the ideality of art "a reflection and a 
judgment is performed, art dissipates and dies;'? we can well 
understand that the limit (but also the propelling force) of the particular 
and the heterodox re-employment of Croce's insights by Carrega lies 
exactly in accepting some of their presuppositions, but not the 
categorizations which result from them; thus he curiously makes use, to 
reverse and expand it, not of Croce's idea of art as intuition, but rather 
of his concept of philosophic consciousness - a consciousness that 
cannot exclude that autonomy, with respect to realism and _ that 
confusion of meanings and limits that were for Croce the exclusive 
patrimony of art. 


Reverse writing 


A further synthesis of the theory of Symbiotic Writing was published in 
January 1967 in the seventh edition of ""Ana etcetera" under the title of 
Poietica. Appunti per un corso pratico di scrittura simbiotica.*° While re- 


18 For Carrega, in fact, the starting point of artistic activity is always noetic, even if it 
then manifests and transforms itself through doing. Nevertheless, by his own 
admission, the tendency to always attach to something concrete remains significant in 
his work, something tangible (contrary to many other authors, who are even near to his 
experience in some ways, for whom the process, the behaviour and also the ludic taste 
for doing have a far greater importance). 

'8"It dies, when he becomes a critic of himself; it dies in the regarder or the listener, 
who from enraptured contemplator of art change to a musing oserver of Ife." (ibidem, 
p. 21). 

20"Ana etcetera", n. 7. 1 January, 1967, pp.17-20. 
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proposing the programme carried forward by "Tool", in its main lines, 
Carrega introduced some elements of novelty on this occasion: placing 
before the analytic and operative schemes a "preparatory" section and 
bringing the constitutive elements of the written page to an “order of 
reading". 


The "preparatory" part in reality was not a preliminary discourse; on the 
contrary it was characterised immediately as a theoretical investigation 
realized at the end of the experimental road of "Tool"*'. Carrega 
recounts again the stages of his work on written expression, 
highlighting their symbolic aspects which had been deliberately placed 
apart in previous expositions, which tended to focus on the 
mechanisms of practice, of doing: 


"1. - the whole (the page) the Planet Earth is populated by almost three 
million humans and these humans live amid a great psychological noise 
of interpretations of what they up to now (1966) have done and what 
they are doing (which only to think of it makes your head spin: to think 
of all those books and newspapers in all the languages which are 
spoken and all the races states nations regions dialects religions 
sciences arts cultures and every region has its moral sense and also 
from street to street the moral sense changes a smaller moral sense 
under a little larger one and so on and all are interpreters of what man 
has created from day to day we remember little more than two 
thousand five hundred years of human history and the things which 
surrounds us are an infinity which only to think of it makes your head 
spin science sciences and every one of them has its own terminology 
and every terminology hides a world and every world leads to new 


*tEven if in the last two notebooks (dedicated respectively to relationships between 
words and forms and to the interaction of colour with the other components of the 
page) would only come out in February and November 1967, the conception of 
symbiotic writing had already appeared clearly delineated, even in its most particular 
methodological aspects, since Carrega had launced his project of "Tool" in 1965. 
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roads openings introductions readings and every reading is also the 
reading that can be misunderstood for three milliard humans because 
every human sees things with the eyes of his love of his hate of his 
affection of his rancour in short with his eyes three milliard pairs of eyes 
and all that before us preceded us on the Planet Earth) and is only an 
utterly small parenthesis. 


"2. - the relationship (economy of the page) is like something fluid a 
organic fluid incessant continuity without pause and between them 
there is a continued crossing crossing oneself of thought which 
becomes fact and of facts which becomes thoughts [...] - it is a 
becoming a making oneself diachronic - [...] relationship is not the good 
fit together (of the elements) but the coming into contact and the result - 
the good fit together is the "binding". 


"3. - the moment (element) every relationship has its moments, times 
fixed in space, and every moment has its way of manifesting itself. 
every moment is born from its relationship which finds sense in the 
whole. this regards expression. the expression concerns, that is, the will 
to communicate and the experience of perceiving, when this will 
contains the specificity of wanting to communicate what has been 
perceived, one has emotive language, the particular language of art. 


"4. - the binding - the good fit between moments [...] the binding is 
unclassifiable and depends on and varies according to the types of 
culture and of biology of the person who exercises it. 


in the binding lies the real fusion between life and technique to 
become art. 


5 poiein to stimulate a behaviour, it is called poiein. it has no sense to 
define the behaviour or the reason why. it is to live mentally. 


the page is the sheet of the world, its economy is chaos, the 
moment contemplation and the binding order. 


the whole, the relationship, the moment are symbolized, in 
general, respectively, by the PAGE, by the ECONOMY OF THE PAGE, 
by the ELEMENTS, on these last one can work technically forgetting 
the symbolized." 


As may be seen, Carrega finishes by returning also in this case to a 
practical and methodological dimension, which, however, has acquired, 
at this point of the operation, a wider sense: a sense that we have 
termed, with some degree of approximation, symbolic, which forms the 
relationship between the written trace and the subjectivity of the 
individual. 


The necessity of the communicative dimension, of the passage of 
sense between the writer and the reader, becomes preponderant in the 
idea of an "order of reading” which constitutes the structural justification 
of the organism of the page. In the exposition of the "phases of reading 
and writing" introduced at the beginning of the "technical" section, 
Carrega renounces the privileged position of he who writes, of the 
author, and makes his moves from the point of view of the reader. The 
technical phases of reading and writing are indicated beginning from 
the process of approaching the recipient, recognizing the six elements 
of the page and organizing them in the order of the reading process: 
"the phases of reading are: 1. ostensive graphic (the eyes see first) - 2. 
ostensive phonetic (the mind apprehends the sounds) - 3. semantic 
verbal (the mind apprehends the lexical sense). This list concludes with 
an extremely brief reference, mentioning almost in passing what should 
be par excellence the active moment, that is the process of writing: 
"writing happens in reverse". The laconic isolation of this preliminary 
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conclusion? only reinforces it, and repeats the complementarity and the 
reciprocity (one would wish to say, without exaggeration, the 
reversibility) of the creative moment and that of the receiving of the 
expressive project of Carrega. 


Clearly the insistence on the receiver's role and thus on the process of 
reading the work does not constitute in any way a renunciation of 
"doing", an abdication of the "creative" role of the author in the name of 
a misunderstood operative mechanism. On the contrary, the author 
demonstrates that he is aware that the central point of his activity is 
exactly the analysis of the relationship between writing and reading 
created by his work as a whole??. 


A relationship of this kind finishes by going beyond the frontiers of the 
object isolated. And for Carrega the individual works, writings or 
paintings, the theoretical or critical texts are not limited to being ordered 
in chronological succession, but come together in their totality, and 
thanks to a circular return of the same themes and elements of 
signification, in the formation, in the development and in the 
methodological analysis of a single whole. 


This is a characteristic which is certainly common to very many artistic 
experiences this century, in the name of the most diverse 
experimentation and of a generalized criticism of autonomy and of a 
referential closure of the individual realizations. A characteristic which 
becomes essential for a figure like Carrega, who has identified as a 
principal theme of his enquiries just the modes of articulation of artistic 
activity in its most universal components. 


22Carrega's exhibition then continues withe the cataloguing of the elements and of their 
practical possibilities of application, without moving too far from previous treatments. 
23To quote Ballerini again: "the reading is [...] the result of a meditation directed a re- 
finding the focal point of the reading, the aleph of every individual work." (Ballerini, La 
piramide capovolta, 1975, p. 90). 
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We could paraphrase, regarding this general conception of the work of 
art, what Carrega said about the idea of an exhibition: "an exhibition 
should not be a collection of objects which have only the author in 
common. An exhibition should be the general re-presentation of an idea 
and every individual object should be a particle of this complete idea in 
itself, but vivified in contact with others. (For an inductive art)"*4. In the 
same way, but at a wider level, the individual productions are particular 
elements of a whole which prescinds from the individual occasions for 
exhibition (or, we could add, publication): a single corpus of works 
which can only be understood in its entirety. 


*4U. Carrega, Attorno all'idea di soglia. Appunti di lavoro per una serie di oggetti ideici 
attorno all'idea di soglia, Edizioni Masnata, Genoa, 1973, p.n.n. [15] (Chisel Book 
series, vol. 3 or 4: it in fact presents different typographical notes on the cover and in 
the text; the title is reported on the cover as /ntorno all'idea di soglia). 
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Il. THE RECONCILIATION OF OPPOSITES 
The mind and the hand 


Carrega insists in all his work on the technical process of writing, not 
only as a form of expression (and thus of the fixing of a given meaning) 
but as a real technique of conceptual elaboration, whose results cannot 
be understood apart from their particular formative procedure. Both on 
the page and in the space of the picture - the mind, the hand and their 
trace are united on an equal plane. 


Carrega takes literally the suggestive hypothesis of an indissoluble link 
between the perfection of an adequate practice of writing and the 
development of a certain conceptual model. The passage from the 
gesture to the word and thus to its first forms of representation in signs 
accompany man's realization of his own existence; the perfecting of the 
alphabetic and vocalic writing is understood, in this sense, as an 
element which constructs rational thought, allowing not only a recording 
of reflections but a re-thinking of the idea in its immediate graphic 
fixation." 


1" At the beginning, it was a gesture - writes Carrega - Everything was enclosed in the 
gesture and Man was complete, he had no sensation of soul or body but he was all 
one with nature and the word itself was gesture. When Man realized that he existed 
outside himself through the traces that his body left, footprints, fingerprints traces and 
his own body reflected in the stagnant waters, he gained the consciousness of existing 
and the all-in-one was shattered into Body and Soul in Hand and Mind and the 
conscience was born and the word became Knowledge. How many centuries were 
necessary for man to pass from noting reality to numberi it, to recognize things, to 
describe them, as far as being able to write history to document the truth? It is the time 
that has been necessary to pass from semasiographic writing (in which every sign 
stands for a thing, an action) to the invention of the agile economic phonographic 
writings [...] And the phonographic alphabetic writings which we know today have 
enabled us towrite both of the soul and of the body, both of the hand and of the mind 
both of things and of actions and of pure movements of the mind." (U. Carrega in, // 
Libro Errante, realized in collaboration with Vincenzo Ferrari, Mercato del Sale, Milan, 
1988, pp. 52-56). 
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In his treatment of the relationships between technique and language 
André Leroi-Gourhan (an author to whom Carrega is in great part 
indebted in his tracing of his genealogy of writing) states: "The 
movement determined by agricultural settlement co-operates [...] in an 
ever tighter domination by the individual of the material world. Such a 
progressive triumph of the tool is indivisible from that of language; in 
reality they are a single phenomenon, as technique and society are a 
single object. In effect, language finds itself on the same level as 
technique, given that writing is simply a means to record phonetically 
the progrejectss of discourse, and its technical efficacy is proportional 
to the elimination of that corona of associated images which 
characterizes the archaic forms of writing. writing thus tends to a 
contraction of images, to a rigorous linearization of symbols: Armed 
with the alphabet, classical and modern thought possesses more than 
one means to preserve in the memory the exact account of successive 
conquests in diverse fields of its activity, and it disposes of an 
instrument through which the symbol thought undergoes the same 
notation in the word and the gesture. This unification of the expressive 
process [...] corresponds to the same process followed by techniques in 
the course of their evolution. Further, it corresponds to an 
impoverishment of irrational means of expression". And he concludes: 
"If one believes that the road that mankind has covered up to this point 
is completely favourable to its future [...] this loss of multimedial 
symbolic thought should be considered in the same light of the 
improvement of the movement of the horses when their three digits 
were reduced to only one. If, on the other hand, we believe that man 
would realize himself in full in an equilibrium in which he could maintain 
contact with reality as a whole, we may ask ourselves if the optimum 
may not have been rapidly overtaken, given that technical utilitarianism 
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has found the means to develop ad infinitum in a well-established 
writing"@ 


Carrega proposes, so to speak, to re-scale the route of this evolution of 
writing techniques; or, better still, to recover for writing and for language 
- aS we know them today - a/so those conceptual and expressive 
"multimedial" components which seemed to have been lost. What most 
interests him in the examination of those shadowy areas, of those 
potentialities that the written language cannot express fully in its 
conventional and daily use. Every instrument, every expressive 
technique - even though they have been examined analytically, even 
though they may have been consumed by use until they are 
transformed into simple repetitive mechanisms, into grammatical rules - 
remain functional for the artist when they permit him to discover within 
them a margin of imperfection, and thus an opening from the finite to 
the indeterminate, to polisemia, to the infinite. 


Also in this case, therefore, Carrega proceeds on a balanced tightrope 
balanced way: While on the one hand he recovers an empirical 
behaviour (intended to trace the fundamental technico-procedural 
motivations of every cognitive /eap, on the other he accepts 
syncretically a whole series of diverse suggestions which are anti 
rational or of alternative rationality? . 


2 André Leroi-Gourhan, // gesto e /a parola, vol. |, Tecnica e linguaggio, (original 
edition, 1964), Einaudi, Turin, 1977(2), pp.247-248. 

3 Consider the symbolic value of writing in some Oriental philosophies or in the mystery 
tradition, in the cabal, in achemistic thought, with an opening in the direction of a very 
particular metaphysical position. 

We could, with all the limitations of the situation, disturb Galvano Della Volpe, who in 
introducing his reading of the "mystic philosophy" of Meister Eckhart speaks of a real 
revolution of Logic, "revolution which has given us the Logic of the Spirit, that is of the 
Infinite to replace the Logic (Greek) of the Eidos and the Finite-Perfect" (G. Della 
Volpe, Eckhart o della filosofia mistica, Edizioni di storia e letteratura, Rome 1952, 
p.[1]). Although the reference to Eckhart may see,. in this context, encumbering, we 
must remember - besides Carrega's insistence, in the converstions which preceded 
the writing of these notes, on certain connections - that, exactly between the fifties and 
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"This idea of a new writing" 


"Thus: symbiotic writing is occupied with the connotative values of 
language, those content-formal values which need many words to be 
described and which symbiotic writing tries to recover synthetically (with 
a process typical of poetry). (To write the same word in a hundred 
different ways is to give a hundred different modes of the same concept 
by stating a process of language, the flow). 


And thus we arrive at the idea of the page as a new means of written 
communication: a new idea of grammar and syntax is born as the 
"fitting together of signs of different languages". 


On the page hundreds of different signs act (look simply at any printed 
page of a newspaper, of a periodical), all connected by a thread of 
meaning. Symbiotic writing: writing as "the hand leaves a sign on the 


the sixties, some aspects of his thought were recovered (to give one obvious example, 
by John Cage) as a support for a possible connection between the Western 
philosophical heterodoxy and some positions of the Oriental anti-rationalist tradition. In 
this key to interpretation of Eckhart proposed by a thinker like Della Volpe, what 
acquires a particular sense, following, on the basis of the dialectic of opposites and of 
the philosophy of negation, a continuous line which goes right to Hegel and Marxist 
criticism (and the fascination of a link with certain logical-philosophical short circuits of 
such a figure as Breton is almost irresistible in this context). 

"Since logic of the spirit and of the infinite - writes Della Volpe - consequentially means 
the logic of the unity a priori of opposites (and the champions and masters of this 
consequentiallity are the heterodox mystic Eckhart and the orthodox Cusano before 
the lay philosopher Hegell), it is not difficult to see the significant philosphical situation 
of those who subscribe either directly or indirectly to the Hegelian conception of the 
real as a unity of opposites (a conception which is still taken for a "dialectic modern" 
conception). It is not difficult to see, in short, the present philosophical interest of such 
a question, which is not merely philological and still less purely ideological. Today we 
still hear much talk (also from Marxists) of "negation of negations". But this formula, if it 
has something precise, cannot fail to maintain substantially the meaning it had for 
Hegel, who learnt it as soon as it served him: from the master mystic philosopher 
Eckhart, who intended by this to assert that if the principle of the world is spiritual, it is 
the principle of original unity of things but negation of that negative which is, by mystic 
definition, the accidental multiplicity of things!" (Ibid, pp. [I, II] 
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page"; symbiotic "interaction with reciprocal utility of two or more 
linguistic organisms". One searches, in short, to stimulate a language 
which is not so worried about describing beyond itself but which is 
concerned with highlighting its own process, its own making of itself, its 
becoming [...]. 


And from this idea of a new writing is born the idea of a new oral 
language [...] And at the same time we notice that it is not necessary to 
write only on paper. We notice that any support can hold a writing and 
help it to reveal itself. Thus the idea is born that "everything is 
language" and that "it is the use of language to make poetry, music, 
painting [...]"*. 


The continuity of the phases of research into which Carrega usually 
divides his journey® is evident: from the inquiry on the use "beyond 
communication" of constitutive elements of the page (the first five 
elements of Symbiotic Writing); to the symbolic explosion of colour, 
utilized to cause the phonetic or emotional connotations to live again in 
a graphic dimension ("write the voice") © ; in search of the support and 
of the hand of the Materic Poetry’ ; up to the synthesis of all these 


4 U. Carrega, Ricerche linguistiche, Manifesto for the exhibition Tool: ricerche 
interlinguistiche, Collegio Cairoli, Pavia 1971 (republished in Commentario, Edizioni 
Morra, Naples 1975, pp. 135-136). The italics are ours. 

For a more general treatment of the researches of New Writing you are referred to: V. 
Accame, /I segno poetico. Materiali e riferimenti per una storia della ricerca poetico- 
visuale e interdisciplinare, Zarathustra - Spirali, Milan, 1981, pp. 156 e seq. We limit 
ourselves here to indicating how the term Nuova Scrittura (New Writing), which has 
been part of Carrega's work approximately beginning from the end of the Sixties, first 
expressly appears in the 1971 text that has been quoted. 

5 See, for a relatively recent example, Carrega hinself in // Libro Errante (milan 1988, 
pp.58-64), where the line of this development is clear. 

6 "| insist on the fact that it is stupid to believe that one can render the warmth of the 
voice with red. It is rather a question of rendering the general sense of "warmity", of 
"coldity" and so on, as general ranges of sentiment rendered visually, as an ostension 
of the "realized" fact" (// Libro Errante, p. 60). 

7 "In which expression was given to the material of support (also in its format, in the 
history of use of the support as a container of words) and to the idea of material as a 


21 


elements in the New Writing. "A New Writing that could describe the 
First-born Body before it was reflected by the mirror of a pond, before 
the Mind and the Hand were distinguished for ever, before from writing, 
for the fulfilment of the function of the sign, was born Painting. A New 
Writing which took good account of the meaning of the word but which 
did not forget all the corollary of connotations which The Speaking 
Voice, the Spoken Word, possessed [...] This New Writing became for 
me the logical consequence of Symbiotic Writing and Materic Poetry. |t 
became the moment of Synthesis, the moment of regurgitation of what 
had been previously assimilated."® 


In each of these phases, as we have seen, the central problem remains 
that of the globality of the process of signification, firmly rejecting any 
presumed superiority of the "contents" (or, more precisely, of the 
signified), but also denying the preponderance, even purely technical, 
of the signifier taken in itself. Neither signifier nor signified, in short, are 
in reality isolatable, analyzable or utilizable separately. 


"Once we have accepted linguistically the metaphor in which signifier 
and signified are two faces of the same coin, let us try to throw our coin 
into the air: the probabilities of extracting signifier or signified are the 
same: but what are the probabilities that the coin will remain on its 
edge?"? Thus wrote Carrega in 1975, concluding: "New Writing is 
concerned with the edge of the coin". 


The proposivity and the opening of Carrega's behaviour, in spite of the 
paradox and the apparent irrealizability of this poetic position, lies 


metaphor for the body, of the Hand, while the metaphor of /dea and Mind was 
conferred on the Word." (Ibid., p. 61). 

8 Ibid, p. 64. 

8 U. Carrega in his contribution to Between signifier and signified, manifesto of the 
exhibition, Merctao del Sale, Milan and Collegio Cairoli, Pavia 1975. 
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exactly in desiring (after an analytical phase) a synthesis, a 
reconciliation of the terms. 


On this point we can avail ourselves of what Vittorio Fagone has 
written: "Remember Saussure when he wrote: Sn/St and indicated that 
the signified can only be reached through the signifier, which precedes 
it; remember the formula which Lacan derived from this: S/s 
emphasizing exactly the stroke which separates signifier and signified, 
the fluctuating and discontinuous relationship between the two terms 
(and relation), the broadness of the metaphoric chain innate in the 
meaning (S); consider, finally, Barthes' definition "the signifier is a 
(material) mediator of the signified" and proceed to the interrogation 
that Barthes consequently formulated "and of what nature is such a 
mediation?"!° 


At the foundation of Carrega's work there always lies a linguistic and 
semiotic awareness; for this reason a reference to Saussure" is 
practically inevitable. For this reason, it is particularly significant that, 
exactly in this phase of complete maturation of his idea of writing, 
Carrega should insist on the indivisibility of the two elements (signifier 
and significance) and on the operative necessity of founding a practice 
based on their synthesis; identifying the artistic expression with those 
linguistic emergings which are not rigidly codifiable, "extra-vagant", 
which escape every normative generalization of communication and 
language. 


In this perspective also the clear-headed reading of the protagonists of 
the New Writing conducted by Renato Barilli in his introduction to the 


10 V, Fagone, Dello scrivere..., in "Studio Marconi", Milan 1978 

" It is enough to think, to stay with the manifesto of 1975, of the phrases "art as a 
science of art" and "art whose referent is mental activity" by the side of the three 
spheres of control of the operation carried out through language: "syntactic pragmatic 
semantics", "signifier signified referent" and "index icon and symbol". 
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maifesto Fra significante e significato finishes by being partly limitative. 
Barilli identifies (and, let us be clear, not without reason in his 
perspective of analysis) on the one hand a fundamentally "theoretical" 
attention in regard to the "aesthetic values" of the signifiers, on the 
other an insistent revival of the "physical dimension of the signifier" in 
regard to which our culture tends, on the contrary, to execute a real "act 
of removal". In reality the ostentation of the material nature of the sign 
and of the support, the interest for the constrictions imposed on 
development and the articulation of the thought by different technical 
procedures of fixation of the writing’? (not last, the chirographic and 
gestual expression which constitute an extremely important component 
not only for Carrega, but also in the practice of Accame or in that of the 
Obertos), do not exhaust totally the poetics of the New Writing. The 
recourse to these operations represents a preliminary phase, intended 
to re-balance Saussure's coin on its edge’? , in opposition to that 
preponderance of signified (intended as a pure noetic entity, stripped of 
an exquisitely idealistic and "literary viewpoint, of any material 
connotation) Barilli had stigmatised at the beginning of his text. 


Also when this idea becomes matter in the most radical and immediate 
of ways, the point of departure and arrival of Carrega's operation is 
never only the physical datum, the object; and less and less will it be, 
as has been seen on more than one occasion, the purely conceptual 
abstraction, separated from the reality of its physical vehicle. The key 


12 And here, not by chance, Barilli refers to one of Carrega's favourite aphorisms: what 
would have happened to the Critique of Pure Reason if Kant had had to sculpt it on an 
obelisk? 

18 To quote Fagone again, we can identify in Carrega's progress "an attention directed 
at the beginning towards the materiality of the signifier (first sonorous, then visual); 
then a _ disposition of the signifier towards possible semantic complexities 
(complications) obtained by seeking the precarous equilibria of the woollen yarn which 
we have mentioned; finally, on the coin in equilibrium, the rapid, open, not fortuitous 
switch between the two faces of the coin, the production in a sort of rapid movement, 
not unbalancing, of a resolutive, not mixed, and virtual "interface"."(V. Fagone, Dello 
scrivere..., in "Studio Marconi", Milan, 1978.) 
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and the fundamental motivation of Carrega's work lies in any therefore 
in the primary relation between the two elements: "The point of 
departure is not Nature. The point of departure of the New Writing is 
Culture, understood in the corpus of codes of signs with which man re- 
presents all that he does to modify Nature."'4 


Connecting vessels 


In the course of numerous meetings (and of numerous discussions) 
which preceded and accompanied the preparation of these pages, 
Carrega wished to emphasize some particular aspects of his positions 
regarding visual writing. These are aspects which, although they are 
suggested and remarked a number of times in his texts (as much in the 
visual as in the commemorative or theoretical ones) have sometimes 
escaped the examination of a criticism more interested in formal and 
linguistic analysis, in the tracing of historical-artistic ascents and 
descents or in the creation of synthetic transverse categories (which 
can appreciate the poetic-visual phenomenon as a whole, but with 
inevitable generalizations) rather than the differences and discards 
(why not? also of content) characteristic of individual authors. 


In his "work notes" Around the idea of threshold, composed beginning 
from summer 1972'° , Carrega makes explicit a certain Bretonian 


14 U, Carrega, preMESSE a Cinquanta modelli d'uso, in Commentario, 1985, p.8. 


18 U. Carrega, Attorno all'idea di soglia. Appunti di lavoro per una serie di oggetti ideici 
attorno all'idea di soglia, Edizioni Masnata, Genoa 1973 (Chisel Book series, vol. 3 or 
4: it presents different typographical notes on the cover and in the text; the title is 
reported on the cover as /ntorno all'idea di soglia). The issue, published in October 
1973, includes the texts to accompany a series of works dedicated by Carrega to this 
theme: "Little instruction for use. These pages are a constituent part of my work 
around the threshold. Every work is thus composed of a page which describes the 
object and the object itself. Only thus, "around the idea of threshold" is complete. My 
works are signs which communicate above all how they are made.” (P. n.n. [8]). 
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matrix, regarding in particular the theme of the reduction to one of the 
oppositions mentioned, which informs a large part of his works. '® 


As a epigraph to the first work of the series'’ we find in fact this 
quotation from the Secondo manifesto del surrealismo: “Tout porte a 
croire qu'il existe un certain point de l'esprit d'ou la vie et la mort, le réel 
et l'imaginaire, le passé et le futur, le communicable et 
l'incommunicable, le haut et le bas cessent d'etre percus 
contradictoirement:"'® It is a connection which - if on the one hand 
could seem of little importance considering the wide, and in some 
cases superficial, influence of the surrealist workshop on all the literary 
production of the second avant gardes - appears particularly significant 
for a reading in a symbolic key, from time to time suggested or 
specified by Carrega, of the elements put into play in his experiment of 
poetry. 


Already in 1973, Luigi Ballerini, in his essay Ottico ideottico, takes up, 
regarding Carrega's Symbiotic Writing, this reference to the poetics of 
Breton. Ballerini traces in Carrega's project a marked tendency towards 
"a total disarmament of the informative instances (narration) and of the 
emerging instead of them, of what Carrega himself, who has perfectly 
realized the need to extend the sense of his operation to an ad hoc 
terminology, calls the semantic complication, the result of a "shift of 
use" of the functions of denoted and denoter applied from time to time, 


16 The idea was already understood in the concept of symbiosis of writing. 

'7 Ibid, p. [6]. 

18 A, Breton, Seconde manifest du Surréaliisme, Kra, Paris 1930, but had already 
appeared on the 1929 number of "Révolution surréaliste". The passage ends with the 
words, not reported by Carrega: "Or c'est en vain qu'on chercherait a l'activité 
surréaliste un autre mobile que l'espoir de déterminer ce point.” (Everything leads us to 
believe that there exists a point of the spirit starting from which life and death, the real 
and the imaginary, the past and the future, the communicable and the non- 
communicable, the high and the low cease to be perceived as contradictions. Now, it 
would be vain to seek for surrealist activity another motive force that is not the hope to 
determine this point.". 
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or applicable, to elements of writing (communicational): word, stone, 
branch, spot of colour, etc.". In this "osmotic participation", continues 
Ballerini, "the form of the aesthetic convictions finds its connection with 
that of the socio-political convictions", recognizing a fundamental 
consonance with the passage of Secondo Manifesto del Surrealismo 
which we have quoted above.'? 


At the centre of the Bretonian metaphor of Communicating vessels?° 
lies the theme of the passage, of con-fusion, of exchange, (and thus of 
the crossing of a threshold). While referring for the most part to a 
reconciliation between reality and oneiric dimension - when he finishes 
by concluding that the dream participates profoundly, at a deeper level 
of consciousness, than all the attributes of the real, Breton puts in play 
a whole collection of stimuli: the perception of space and of time, the 
logic of chance, the relationship between representation and reality; the 
overcoming, not only of conflict, but even of the finiteness of the 
subjective dimension through Love, understood as the highest and 
most universal of reconciliations’ . 


If the dynamic of opposites is a general one that can be transformed 
(also on different levels) into an almost infinite number of dialectic 
oppositions? , what most interests Carrega is, once again, the 
possibility of a semantic declension’? . 


19 L, Ballerini, La piramide capovolta, 1975, p. 90. The passage from Breton, complete 
with the second sentence, is taken in this case from the version of the manifesto 
published in A. Breton, Manifesto de! Surrealiismo, Turin 1966, p.64. 

20 C.f. A. Breton, Les Vases Communicants, Editions des Cahiers Lbres, Paris 1932 
(Italian traslation by A. Laserra, Lucarini, Rome 1990). 

21 On the “transforming and sapiental value of Love", in relation not only to the thought 
of Breton, but in a perspective which can be traced to alchemy, to the Kabbalah, to 
mysteric cults, to the ancient Asian philosophies, see Arturo Schwarz, La luce 
dell'amore Tema Celeste, Milan 1994. In particular for Breton: La visione della Donna 
e dell'Amore nel Surrealismo e nella Kabbalah, ibid, pp. 106-116.. 

22 We shall observe brierfly that the dynamic of opposites is also the nodal point of the 
Crocian reading of Hegel, with the discrimination between opposite and distinct 
elements, in the perspective of a more independent articulation of the dialectic. The 
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At the moment of transferring his work into the dimension of a picture, 
Carrega proposes to arrive at an immediate synthesis which is as 
concrete as possible; to realize, that is, in a constructed object that 
immediate connection of meaning that is inherent in the symbol, 
identifying the oppostions and their solutions in a word, in an image, in 
a colour developed and in the relation between them. When in the 
series Many shadows of green (realized between 1984 and 1985 on 
texts elaborated from 1960)°* he used a green background and on it 
places next to a very evident trace of red an almost imperceptible 
inscription in different "tones" (literally, from the English "shadows" and 
not "shades") of green, Carrega is inspired - rather than by a descriptive 
suggestion or a literary echo - by the idea of natural synthesis inherent 
in a fundamental biological process: the function of chlorophyll in 
photosynthesis. In the same way a material like iron oxide is taken up in 
more recent works not so much for a materic "taste" (that is, to create a 
particular visual effect) as for a precise dimension of meaning. Metal 
and rust are in their turn two opposites, a patch of minium which blocks 
the process of oxidation is the index of a reconciliation, in the space of 
the work, of the two elements; while the words traced with the rust 
introduce further semantic complications. 


Crocian separation between noetic function and artistic intuition is founded exactly on 
the introduction of the concept of distinct elements - understood as parallel elements, 
not opposable, nor even reconcilable, sythesized uniquely a priori in the most general 
category of the Spirit. 

23 That is, again, the equilibrium of sense and sign on the unstable edge of the coin. 

24 The series was corrected by Carrega in a first edition in August 1985 (realized on 
the computer, with the insertion of photographic reproductions of the fifteen original 
paintings, in a hundred numbered and signed examples) and later in a printed edition, 
edizioni Morra, Naples 1986. 

25 Rust is an element of corrosion, of disintegration, of danger; ; through its action iron 
becomes, also in its ancetral and mythological dimension, the opposite of the 
"incorruptible" metal: gold, or in other aspects bronze. Then rust is not a completely 
controllable material, its aggression proceeds beyond the control of the artist, with a 
randomity which is connected to certain Duchampian procedures. 
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The figure itself of the threshold’® , with its double valency of spatial 
demarcation and connection (that is of place, even if not necessarily 
physical, exactly /iminal), is significant for Carrega exactly in its close 
relation with the mechanism of identification and conjunction of 
opposites. An extremely brief koan introduces the discovery by Carrega 
of this scarcely perceptible /imiting: "| discovered glass, the quality of its 
material, one evening more than ten years ago. | was living in Genoa. A 
dear friend, Corrado D'Ottavi, came to see me. When he had come into 
the room, he took from his pocket a great walnut and threw it with all his 
strength against the window pane. The walnut fell to the floor, broken in 
two; the glass was intact. | discovered the hardness of glass. | re- 
discovered its transparency (...) It is this being little present to the eye 
and very present to the hand which gives the state of "between" (which 
is a syncretic sign of the concept of threshold)."*” Also glass, because 
of its hardness and its absolute visual transitivity, is at the same time 
the support and symbol in the exercises conducted by Carrega on the 
theme of separation, of the diaphragm. 


For an existential dimension of writing 


"Excuse the emphasis. Life is 
beautiful if with it one succeeds in 
establishing a daily reciprocal 
enjoyment: enjoy it and be at the 
same time enjoyed, where the term 


"enjoy" has the value of "To love". 
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26 See the title of the Carrega's pamphlet from which is our point of departure: Attorno 
all'idea di soglia, 1973. 

27 Ibid, p. [16] 

8 U. Carraega, Circa il mio lavoro, Milan, 1982, reproduced in U. Carrega, Des-crivere 
il proprio lavoro, Milan 1993, pp. 3-4. 
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From the Bretonian idea of opposites, stripped of its most strictly social 
connotations, the exquisitely existential intuition remains in the reading 
of Carrega. 


Refusing art as a representation of a reality separated from it one 
returns therefore to a full coincidence between art and life: a position 
made his own by Carrega, who, however, with an exquisitely 
Duchampian reservation, puts the accent on the second of the terms, 
thus avoiding taking up a purely aesthetic position: "It would be better to 
take art into reality, rather than trying to bring reality into art"®® . This 
does not mean emptying the artistic expression of sense; on the 
contrary, "interjecting" these many points Carrega identifies in writing 
the attempt to arrive through language at a profound knowledge of 
reality: in this sense Symbiotic Writing, Materic Poetry, New Writing are 
not limited, as has been seen®* , to exclusively technical conceptions. 


Particularly significant in this context are the considerations of Claude 
Lévi-Strauss on the Readymade of Duchamp, reported by Arturo 
Schwarz in the essay Les dix facettes d'une poétique libertaire®' . He 
means the practice of "estrangement" as "une nouvelle préréquation du 
rapport entre significat et signifié, une préréquation qui était dans le 
domaine du possible mais pas ouvertement réalisée dans la situation 
primitive de l'objet. Vous faites donc, en un sens, ouevre de 
connaissance, vous découvrez dans cet objet des propriétés latentes, 
ma qui n'étaient pas perceptibles dans le contexte initial: c'est ce que 


29 Thus reads one of the preMESSE a Cinquanta modelli d'uso, in Commentario, 1985, 
p. 7. 

30 For the parallel between the technical and existential aspects, see for example: Del 
rapporto, in Il rapporto fra il poeta e il suo lavoro, "Ana etcetera", n.6, 1965, p. 26; or 
the passage from Poietica.Appunti per un corso pratico di scrittura simbolica, reported 
in the first chapter of this text. 

31 Published in Poésure et peintrie. D'un art, l'autre, exhibition catalogue, February- 
March 1993, Centre de la Vieille Charité, Musées de Marseille, p. 198; Schwarz draws 
Lévi-Strauss’ considerations from G. Charbonier, Entretiens avec Claude Lévi-Strauss, 
Plon-Juillard, Paris, pp. 97-101. 
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fait le poéte, chaque fois qu'il emploie un mot ou une tournure de 
phrase d'une maniére qui sort de I'habituel". And a little further on, Lévi- 
Strauss returns to this parallel between the semantic value of the objet 
trouvée and the poetic use of the word: "Je crois que nous somme en 
train de froler une confusion qui serait extremement périlleuse: ce n'est 
pas chaque objet lui-meme qui est oeuvre d'art; ce sont certaines 
dispositions, certains arrangements, certains rapprochements entre les 
objets. Exactement comme les mots du langage: en eux-memes, ils ont 
un sens trés flou, presque vide, ils ne prennent vraiment leur sens que 
dans une contexte: une mot comme "fleur" ou "pierre" désigne une 
infinité d'objets tres vagues, et le mot ne prend son sens plein qu'a 
l'intérieur d'une phrase"*? . 


And for Carrega the fundamental opposition is that between the two 
categories of the sign, as a element in itself, and of the signification 
which it acquires once transformed in a context. Only through the 
awareness of the process which is set in motion - that is realizing that 
writing can never be a passive instrument (either in current use or in 
literary and artistic practice, neither in daily communication nor it its 
more recondite results) - can one reach a full coincidence between 
signification and sign, the significant trace. Also a particular articulation 
of the syntax or a fracture of the grammar (as much poetic as pictorial 
grammar) finishes by constituting an existential expression. Once 
formalism as an end in itself is surpassed, to the programmatic 
subversion of the norms (practised by such a large part of the first and 
second avant gardes) an internal need of the author must return to 


32 |bid. For the importance of the clarifications of Lévi-Strauss and for their 
contextualization we refer the reader to the text of Arthur Schwarz, from which we have 
taken them. 
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corresponding; the author, who does not succeed in expressing himself 
with traditional means, forces and breaks his instruments®® . 


Already Vittorio Fagone had emphasized in relation to Carrega's 
journey the willingness to take his distance (in the sense, that is, to see 
in an historical perspective), or, better still, to assume a new his 
responsibility in regard to the experimentalism of the avant garde: "The 
clear division between the practices of writing in the historic avant garde 
(from futurism to dada to even to surrealism) and in the research of the 
sixties and seventies was due to the different game that the two writings 
employ. In the are of the avant garde what counts is the moment of 
fracture, the provocation, in a linguistic and social sense, the dynamics 
and the route of an open gesture which in itself has the value of a sign; 
in the new research also the free deviation of a gesture should be 
foreseen in the probability of a particular and measurable efficacy. The 
moment of formulation (a fracture and an opening, a new definition) is 
now that of the project: the new research operates on the virtuality of 
proposals which ask for rigorous measures. These rigorous measures 
are not only in art, in the aesthetic field, but also in the other of art in 
what guarantees a shifting (not a progression), without falling into the 
traps of the embellished "regressive conscience" of the aesthetic 
research closed in itself" . 


Beyond the interaction of word and image, beyond the will to achieve a 
poetic and visual synthesis to set against the diachronic and 
progressive advancement of the prose, the fundamental element of 
Carrega's work (which exactly in this differentiates itself from many of 


33 To use the words of Carrega: "When the poet can no longer shout, cannot yell like 
D'Annunzio, like Rilke or like Lorca, he shouts, clearly, by breaking the syntax and the 
free movement of the verse." (From a conversation with the artist, Milan, February 
1992). 

34 V. Fagone, Dello scrivere..., in "Studio Marconi", Milan 1978.14. 
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the contiguous experiences of Concrete Poetry and of Italian and 
international and Visual Poetry**) is and remains the attention to 
indefiniteness, for the polysemy of the written word and of the sign, re- 
combined through the physical nature of the material in a single body. 


"And here Duchamp explodes. The return, in its simple and 
contemporaneously complex experience (...): represents the object as 
such (ready made). The extent of this gesture is the extent of the 
magical sentence of the idiot. The mimesis and all the rest are 
abolished at a single stroke: only the great humouristic (nhumoural) force 
of Duch makes sure that art returns to being which the thing is, that is 
what surrounds us (...) Duchamp identifies this return to the original 
body of writing. Where the work is aj// that it represents - and will say 
that it is the reader then who will read it (...) Now... | feel my work (...) as 
the necessary confluence of the return to the origin of the united Body 
of Writing, where all that is on the page "has sense", whether it be 
colour, or format, or material, but invaded and invested by signification 
which more than any other thing is conveyed by the articulate word, that 
is by the proposition. The language of writing"*®. 


35 See in this connection the clarifications of Luciano Caramel: Tra parola e immagine: 
la galassia verbo-visuale, in Parola Immagine, catalogue of the XVI Premio Nazionale 
Citta di Gallarate 1991, pp. 12-14. 

36 Circa il mio lavoro, Milan 1982; published in De-scrivere il proprio lavoro, Milan, April 
1993, pp. 2-4. 
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III NOTES IN THE MARGIN 
A hypothesis for George Tudor 


"artistic fantasy is always corporeal, but it is not 
obese..." 


Benedetto Croce 


We believe we can say that, in many aspects, // grande bianco (the 
novel composed between 1975 and 1982, "on holiday"' ) is the most 
mature and complete test of Carrega in a distinctly literary field. But 
also in this case the delimitations of the field only have partial validity. 


We do not want to enter at this point into a full-blown analysis of the 
novel; we shall limit ourselves therefore to pointing out one of the 
underlying lines which link it to the totality of Carrega's work. 


ll grande bianco is George Tudor, a character (destined to return more 
than once in Carrega's literature, despite his death at the end of the 
book? ) who establishes a relationship with the author which goes well 
beyond the margins of otherness and narrative distancing commonly 
assigned to the figure of the alter ego. As the double of Carrega an "I" 
no longer replaces himself in Tudor, but a sort of Es-narrator (with all 
his very particular outcomes of approval of the physical and biological 
nature of the individual). This narrative entity treats in the third person 
the circular and reflexive figure of George Tudor (and also his 
determined female dialect offshoot: Mirna) while placing his point of 


1 U. Carrega, /I grande bianco, Morra Editore, Naples, 1988, p. 110. 
2 One must at least mention, for the maieutic function assigned to Tudor in this cae, // 
Libro Errante realized in four (or six?) hands with his friend Vincenzo Ferrari in 1988. 
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view inside him (or them): an absolutely anti-psychological interior, 
viscerally and scatologically understood? . 


But // grande bianco is also, in the reading which interests us, the space 
of an articulate semantic emptiness: it is not the emptiness of zero 
setting or cancellation; but the emptiness, the difficulty and the 
hardness of the white page on which the author prepares to pour out 
his signs. In this sense, the aim of the novel is yet again that of 
analyzing the process of writing, no more through a theoretical 
dissertation or through an explicit proposal of method‘, but rather 
through the dramatization of the fundamental inadequacy of every 
literary experiment: the inability to transform into the written word the 
pronounced word and the action."(...) We are facing an extremely 
difficult difficulty (just to say how difficult it is!) of recording the "said" 
(the things which are said) (like action/to/act) and the "fact" (idem)..."° 


Every expression is, in short, inexorably conditioned, transformed in the 
precise limits of its medium, of its technique. And in the Chiusura of the 
book, with the accidental suicide of the protagonist and his physical and 
narrative metabolization, the discourse is enlarged in a wider symbolic 
dimension: "In short, whether this is believable or not, we believe in free 
choice, we believe in fate, in god, in reason, in the unconscious, in so 
many other thousands and thousands of things and then we are, as in 
all the beautiful stories about dogs, conditioned by our species."® 


3 The equation between defecation, procreation and aristic creativity (and thus the very 
act of writing captured in the immediacy of its realization) is reproposed insistently 
within the work. And the very structure of the novel, as Carregainforms us, is founded 
on the "biological nature of life" (articulated in its three phases of Birth, Life and Death), 
beside which is placed the symbolic model (more mechanical, but in any case open to 
the game) of a chess match (Apertura, centro partita and Chiusura are the three 
sections of the book). 

4 A characteristic irreconcilable with narrative practice, "according to Joyce's precepts, 
in which the author must be behind his own work intent on filing his nails". 

5 Ibid, p.6. 

6 Ibid, p. 110. 
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Marginality and comprehension 


In March 1993, in the single number "Euforia Costante" - the 
"aperiodical" bulletin connected to the activity of his new exhibition 
space yet again significantly dedicated (as already for the Mercato del 
Sale) to this ineffable capacity for living of Duchamp’ - Carrega traces, 
again in the character of George Tudor, what is perhaps the most 
interesting theoretical digression of the last few years: the Elogio della 
marginalita. 


Besides the inevitable Duchampian nonchalance, what is central in this 
Elogio is the tribute to the emblematic figure of Emilio Villa, seen - not 
without a certain functional idealization - as the prototype of a marginal 
culture, intent on "prompting situations without wanting to derive any 
benefit from them in any way because one believes in a certain idea 
and that the recognition for what has been done will be a natural 
recognition inter pares without any need to vindicate patents on ideas"® 


.It is not a question, observe well, of a sort of intellectual solidarity 
(aseptic and banal like the human solidarity which often the mass 
media of communication propose to us). On the contrary, passing 
beyond every facile idealism, every flight from the real as an end in 
itself and every easy social utopianism (all characters fundamentally 


7 As an epigraph to the bulletin, Carrega quoted the sentence of Duchamp taken from 
the interview with Pierre Cabanne (/ngénieur du temps perdu, Pierre Belford, Paris 
1967, 1977 (2); Italian translation by W. Marchetti, Multhipla, Milan 1979), from which 
he took his inspiration: La mia arte sarebbe quella di vivere; ogni secondo, ogni respiro 
€ un'opera d'arte che non é inscritta da nessuna parte e che non é né visiva né 
cerebrale. E una specie di euforia costante." "My art would be that of living: every 
second, every breath is a work of art which is not inscribed anywhere and which is 
neither visual nor cerebral. It is a kind of constant euphoria." 

8 We are facing one of the aspects of alternative culture, fundamentally common to 
every real avant garde experience. That cultural experience which, exactly in relation 
to poetic-visual experimentation, Luciano Caruso (// piccolo scrivano, catalogue of the 
Mostra di edizioni di poesia sperimentale in Italia, L. Caruso, Florence 1978) has 
denominated area del fuori (outside area) (c.f. also L. Vetri, /etteratura e Caos, 1984, 
p. 125). 
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irreconcilable with the propositional lucidity of Carrega's work), the 
sense of the operation of Villa is re-discovered: a critical stimulation and 
an instigation to do? always attentive to process dimension, playful in its 
highest valence, seminal. 


Villa's marginality therefore is one without aspirations of esotericism, 
which does not renounce the transmission of sense and 
comprehension, but which does not wish to be consumed by the 
conventionality of communicative practice. And the operation is 
interjected and made his own by Carrega for its reiterated propensity to 
a centrifugal progress, to dispersion, to the diaspora of creative 
energies and ideas: a tendency to lavishness, to the refusal of the 
hoarding and the museum collection tendency of the artistic gesture, of 
that sort of intellectual usury which Carrega sees as indivisible from 
every culture of the centre. 


° "Travelling, and vocal companion (how can one reductively term him a critic?)" asks 
Luciano Caramel in his preface to the catalogue of the XVI Premio Gallarate (L. 
Caramel, Tra parola e immagine, in Parola Immagine, Gallarate 1991, p. 14). 
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There is no intellectual exercise which has 
lasting results. A philosophical doctrine at 
the beginning is a probable description of 
the universe; the years pass, and it is a 
simple chapter - when it is not a paragraph 
or a name - in the history of philosophy. In 
literary works this transience is still more 
evident. Don Quixote - Menard has told me - 
was above all a pleasing book; now it is the 
occasion of patriotic toasts, of grammatical 
arrogance, of obscene de luxe editions. 
Glory is a form of incomprehension, perhaps 
the worst." 


Jorge Luis Borges 
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published his first brief prose at the age of sixteen years in a review 
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His first great love was the theatre; his second the cinema. But he 
found poetry simpler and more practical. Unsatisfied, he arrived at a 
widening of the concept of poetry: a third dimension which he found at 
the visual moment of writing. He discovered that together with the 
meaning of the word and its sound, the word has its visual aspect, its 
physical presence, which is not used in the expression. He threw 
himself into this "discovery", after a brief period of research on sound, 
and after this he would never abandon this research and work. 


In 1966 he moved to Milan, his present city. And it was in May 1970 
that he exhibited his works of visual poetry (which he called "symbiotic 
writing" and then would call "new writing") in the gallery of Arturo 
Schwarz in Milan; from this point, he abandoned the work of translator, 
which had given him a big headache, and he occupied himself only with 
his own work and with following the work of other visual poet friends, 
opening an exhibition space, i/ Centro Tool, which would later become 
the Mercato del Sale (in homage to Marcel Duchamp). His Heavenly 
masters have been Ezra Pound, James Joyce, e.e. cummings, 
Rabelais, Marcel Duchamp, Kafka, Dino Campana, Camillo Sbarbaro. 


His earthly masters have been Martino Oberto (OM), whom he first met 
in Genoa in 1958 and with whom he underwent his first formation. 
Emilio Villa, whom he had always known as an author, became his 
"Geppetto", to whom he would be a devoted "Pinocchio", beginning 
from the sixties, and who would transform from a little boy of wood into 
a young man in flesh and blood. With him he would have the most 
fruitful discussions and exchanges for his maturing as a man and as an 
artist. 


He has always learnt something from everyone, from his friends 
(Corrado D'Ottavi, Paolo Barosso, Tomaso Kemeny, Sarenco, Marco 
Fraccaro, Vincenzo Ferrari, Paolo Della Grazia, Beppe Morra, Gianni 
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Manzo, Roberto Ciaccio), from occasional acquaintances, both in life 
and in art (even if the separation of the two moments has always been 
uncertain) and from the most diverse persons. Much from the women 
he has loved. 


He published his first writing in 1951. In 1958 his first collection of 
experimental and visual poetry, cyclostyled by himself, came out with 
the title: "éini". 


In 1958 he met and spoke with Martino Oberto and collaborated with 
his review Ana Etcetera where in 1965 would be published his work 
"Rapporto fra........... and his work." (To be understood, in the empty 
space, the possible word poet and/or man). From 1965 to 1968 he 
realized his own small review "TOOL: quaderni di scrittura simbiotica”. 
The first five numbers were cyclostyled. The sixth, designed for the use 
of colour, came out in a printed form. The review had been projected 
for six issues in each of which there was an operative enquiry into a 
specific field of interference between the alphabetic sign and the 
analphabetic sign. On this occasion Carrega made use of the term 
symbiotic writing, already invented, to indicate that field of experimental 
poetry in which signs of different extraction act parenthetically. 


Later he would theorize the New Writing (1967), a term which would 
become operative in 1974 with the activity of the Mercato del Sale and 
with the participation of Martino and Anna Oberto, Corrado D'Ottavi, 
Rolando Mignani, Liliana Landi, Vincenzo Ferrari and Vincenzo 
Accame. 


In 1973 he created with Vincenzo Ferrari and Claudio Salocchi the 
Centro di Ricerca Non Finalizzata which realized the book "Gli oggetti 
recuperati della nostra infanzia" and the film "Oggetti sani, oggetti 
malati". 


At 


In 1982 he thought of an artwriting and drew up a little manifesto 
countersigned by Vincenzo Ferrari, Luca Patella and Magdalo Mussio. 
Besides "TOOL", he has realized "aaa" (with Mario Diacono), the 
"Quaderni di TOOL", the "Bollettino da dentro". He has edited two 
issues of the review "ESTRA". He created the cultural centres "Centro 
Suolo", in 1969. "Centro TOOL" in 1971. "Mercato del Sale", in 1974. 
Euforia Costante, in 1993. In 1988 he collaborated with Paolo Della 
Grazia in the creation of the Archivio di Nuova Scrittura. 


